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   As Laurence Sterne wrote to his bookseller Thomas Becket:  'My Sentimental Journey goes 
on  well— and some  Genius  [e]  s in the North declare it an Original work, and likely to take in all 
Kinds of  Readers  — the proof of the pudding is in the eating'  ," the work is extremely complex 
and has been interpreted differently by different readers. Igor Djordjevic writes that  'Sterne 
is notorious for playing games with the reader and refuses to conform to any preconceived 
notion of genre or character decorum, thus any attempt to pin down his work to fit into any 
"system" would be entirely misguided and futile'  ." The Sentimental Journey, however, has 
been treated conventionally as a novel of travel, that is, a novel in which the characters travel, 
or a novel whose framework of the popular tradition of travel literature the author uses for 
fictional exploration. On the other hand, it was said that the public generally celebrated the 
novel and read it as an unprecedented travelogue. Of the two different manners of textual 
reception, Percy G. Adams observed that  [a]  lthough Sterne's Sentimental Journey is now a 
'no vel,' in the eighteenth century it was a travel book and inspired a huge school of 
sentimental travel accounts'  ." A great deal of imitations sprang from its publication. As 
Christopher Nagle observes of this influential work,  'there were plenty of people ready to pick 
up the  pen  — some of them even alleging to be picking up Yorick's own pen, or penning 
themselves as Yorick —and willing to continue what was seen as an enduring tradition of 
writing in the Sternean (or Shandean) vein'  .4' 
   Travel writing was originally about the places and monuments and how to get there. At 
its heart, however, the travel literature contains the ambivalent natures of reality and fiction 
because it fictionalises travels.  'Too little autobiographical  information'  , in C. L. Batten  Jr's 
words,  'would cause the writer to be suspected as a "fireside," "whirlwind," or "forgetful" 
traveler; too much would make him seem either an egotist or a writer of fiction'  ." As for the 
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Sentimental Journey, Jean  Vivies argues  that  `  [wi  ritten in the same year as Journal to Eliza, which 
interweaves strands of imagination and autobiography, A Sentimental Journey confounds the 
barriers between fiction and the narration of a real journey'  .6) What the Sentimental Journey 
makes clear to its audience is not the places or monuments but  'Mr Yorick' to whom the 
work is attributed. The reader learns about Mr Yorick who is the traveller and the narrator of 
the travelogue. 
   I wish to begin this article by addressing the question: "Who/What is Yorick?" Yorick 
himself answers this:  `There is not a more perplexing affair in life to me, than to set about 
telling any one who I am—for there is scarce any body I cannot give a better account of than of 
myself; and I have often wish'd I could do it in a single word—and have an end of it'  (112)." 
What Yorick's confession makes clear is that it is not the identity-searcher who can well 
constitute an individual's identity. When the Count de B**** asks his name, Yorick's sprightly 
wit lets him take up a copy of Hamlet on the desk and lays his finger upon Yorick in the grave-
digging scene in Act V. He tries to introduce himself by deriving his nominal continuity 
between himself and Yorick: the king's jester in a Shakespeare play. The Count recognises an 
association between these two characters which puts aside for any need for chronological 
continuity. Yorick's comic use of Hamlet makes the Count believe that Yorick in Hamlet is 
identical to Yorick talking in front of him. 
 —Et , Monsieur, est  it Yorick? cried the Count.  —Je le suis, 
         said  I.—Vous?—Moi—moi qui ai l'honneur de vous parler, Monsieur le  Compte—Mon 
        Dieu! said he, embracing me—Vous etes Yorick. (113) 
The count sees this Yorick character from Hamlet come to life in front of him and so goes on to 
issue a passport for the traveller as Yorick. He also gives him a title as the king's jester. While 
on the other hand, the traveller has lost the opportunity to convey a correct picture of his real 
self. 
   Having obtained the passport, Yorick now feels less anxious about travelling in a foreign 
country without a passport and escapes from his Bastille fantasy, which frightens him. 
However, his journey through France begins with the recognition of the fact that England and 
France are at this moment at war against each other. He begs the Count de**** to take him in 
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his suite in order to cross the Channel:  let me get to Paris, Monsieur le Count, said  I— and I 
shall do very well' (91). After this, the matter of the passport never arises, until he gets 
embarrassed to hear about the police enquiry after his identity in Paris. The inexperienced 
traveller ignores the war between the English and the French and never imagines what lies 
ahead. All he is able to do is persuade himself to  `do very well' on enemy soil. His presence 
there as a traveller with no passport is nothing but a feeling of isolation and estrangement, 
that is, he is not ontologically secure with himself in those hostile times.  `The identity of this 
traveller with no passport itself', as Jean  Vivies puts it,  'hints at an ontological breach'  ." 
   Let me return now to the first question and review the critical references to it from the 
perspective of critical history. Rufus Putney notes in  `The Evolution of A Sentimental Journey' 
(1940) as follows: 
           Sterne furthered his mystification of the public by using an old name for a new 
        character. The Yorick who counted grisette's pulses and flattered impartially 
        coquette, deist, and  devote in their coteries is not identical with the lousy 
        prebendary of the same name, who could not refuse his neighbors a horse to ride 
        for the  midwife." 
Following this point, John M. Stedmond observes in The Comic Art of Laurence Sterne  (1967) 
that  'there is a discernible gap between the Yorick who writes of his travels, the Yorick who 
preaches, and the one who pens a sentimental journal to Eliza'  .10) John Chalker establishes the 
chronology of Yorick's life in  'The Death of Sterne's Yorick'  (1995),' which shows that Yorick 
in Tristram Shandy and Yorick in A Sentimental Journey are physically different characters. 
Yorick is buried in about 1748 in Tristram Shandy, when he is approximately eighty-six years 
old. However, in A Sentimental Journey the narration is set in 1762. Chalker's article is short, but 
considerably influential in understanding of the problematic issue of Yorick's identity and the 
critical study of the work itself.  'Questions of identity pervades Sterne's writings' ,12) as Alexis 
 Tradie notes. He shows in  Sterne's Whimsical Theatres of Language: Orality, Gesture,  Literacy  (2003): 
        Sterne exploited the disjunction between the constructions of the self, and the 
        apparent unity of the speaker (s) of the texts. The diverse appearances of the self,
        the public images projected by Sterne, and indeed by Yorick, are contrasted with
        the unity of the speaking  'I'  , and, at times, with the authenticity of inner
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 sentiment."' 
I find myself in agreement with the views of Yorick's identity shown above and I would like to 
propose why Sterne realistically created a parson named Yorick. To fully understand this 
issue, I shall first look at the characters around him. 
   Elizabeth Davidson writes of two Yoricks that  [i] n Tristram Shandy, a sad Parson Yorick 
maintains his charity towards an unforgiving parish to the bitter end, but in A Sentimental 
Journey young citizen Yorick's belligerence succumbs to ungenerous spleen and misanthropy' .14) 
She maintains that Yorick in the Sentimental Journey is a  'young  citizen'  . However, the critics' 
attention has never seemed to focus on the age of Yorick and of the other characters in the 
Sentimental Journey. Yorick's age is stated nowhere in the text. How old he seems to the reader 
is largely based on the cast of lifelike characters around him. Now I shall explore the 
previously unstudied elements of the ages of the characters. 
   At the beginning of his journey through France, Yorick is tested by old Father Lorenzo, 
who comes into his hotel room in order to beg for alms for his convent. The monk possibly 
mistimed his entrance, because Yorick is high spirited after his sentimental memory of Eliza, 
followed by dinner and some wine. Yorick decides to refuse charity by intuition as soon as the 
old monk enters the room. Yorick, who plays a double role of narrator and protagonist, at once 
writes out his sensations and provides detailed information about Father Lorenzo's features. 
His description is worth quoting at length: 
           The monk, as I judged from the break in his tonsure, a few scatter'd white 
        hairs upon his temples, being all that remained of it, might be about  seventy  — but 
        from his eyes, and that sort of fire which was in them, which seemed more 
        temper'd by courtesy than years, could be no more than sixty — Truth might lie 
        between  —  He was certainly sixty-five; and the general air of his countenance,
        notwithstanding something seem'd to have been planting wrinkles in it before their 
        time, agreed to the account. (7-8) 
Yorick estimates that Father Lorenzo is sixty-five years old when they first meet. Sterne's 
obsessional attitude toward factual and historical accuracy in Tristram Shandy is now beyond 
dispute between the critics. The same may be said of A Sentimental Journey. The work is 
strewn with ages of the characters. 
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   Yorick's sentimental journey progresses from the encounter with Father Lorenzo. He 
realises that he has maltreated the old monk and withdraws into himself, becoming 
melancholy. There is, however, an instant reversal of his feeling, when he sees Madame de L*** 
in conversation with that monk. His sexual arousal soon rules him:  'Good God! how a man 
might lead such a creature as this round the world with him'  (22), but they do not triumph 
over his reason. He objectively describes the stylish woman as if there were no room for error 
in his description:  [w] hen we had got to the door of the Remise, she withdrew her hand from 
across her forehead, and let we see the  original—it was a face of about six and  twentyof a 
clear transparent brown, simply set off without rouge or  powder—it was not critically 
handsome  .  .  (23). The reader is aware that Madame de L*** is twenty-six years old. Later on 
in his journey, Yorick also enjoys the association with other aristocratic women and it can be 
seen that he recounts the ages of some of these women, but not all; as can be seen from the 
text. 
   Yorick mixes with fashionable society in Paris through Le Compte de  B****'s introduction. 
He goes on a coach excursion with Madame de Rambouliet; becomes a dinner guest of 
Marquis de B****; enjoys Mons. P****'s concerts. Madame de Q*** and Madame de V*** invite 
him into their coteries. The Count de Faineant and all higher-class people believe that he is an 
esprit. Wit is one of the important talents in order to circulate in the fashionable world in Paris. 
Yorick explicates his association with the aristocratic and bourgeois people but never portrays 
them. He solely registers ages of Madame de V*** and the Count de Faineant, leaving the rest 
to the readers' imagination. The Count is  ̀ young' and Madame de  V*** is forty years old. Her 
age is reconstructed from the respect of her fidelity: 
           There are three epochas in the empire of a  French-woman  —  She is coquette  — 
        then deist—the devote: the empire during these is never lost—she only changes her
        subjects: when thirty-five years and more have unpeopled her dominions of the
        slaves of love, she re-peoples it with slaves of infidelity  —  and then with the slaves of 
        the Church. 
           Madame de  V*** was vibrating betwixt the first of these epochas: the colour of 
       the rose was shading fast away — she ought to have been a deist five years before
       the time I had the honour to pay my first visit. (146) 
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Yorick encounters the Marquesina di F*** at a Martini's concert in Milan and enjoys a 
temporary connection with her. The narrator Yorick also never betrays the age of the 
Marquesina. However, the ages of the aristocratic women, noblemen and bourgeoisie he 
encounters, except the young Count de Faineant, are estimated to be forty years or more by 
Yorick's reckoning. Yorick uses Madame de  V***'s age as the baseline age for the older 
generations of the nobility. 
   He discovers man's true nature not in the fashionable sets in Paris and Milan but in his 
lower-class association. He finds fellow-feeling and a sympathetic community amongst those 
who are in a social class beneath his own. The landlord of a Montriul inn asks Yorick if he 
needs a servant. Seeing the genuine look and air of the French young man, Yorick decides to 
hire one without enquiring whether he is well qualified or not. The young La Fleur can  'do 
nothing in the world but beat a drum, and play a march or two upon the fife' (41). Yorick 
gives a brief military record of La Fleur: 
           La Fleur had set out early in life, as gallantly as most Frenchmen do, with 
        serving for a few years; at the end of which, having satisfied the sentiment, and
        found moreover, That the honour of beating a drum was likely to be its own
        reward, as it open'd no further track of glory to him — he retired a ses terres, and 
        lived  cowrie  it plaisoit a Dieu—that is to say, upon nothing. (41) 
 [S]  erving for a few years' is not good enough to reconstruct his age, but his approximate age 
can be inferred from John U. Rees's  study' on the role of musicians in the Continental Army 
in the second half of the eighteenth century. The Continental Army was formed by the 
colonies after the American Revolutionary War. Therefore, Rees's examination becomes not a 
definite but at least a subsidiary support to estimate La Fleur's age. According to Rees, the 
average age of military musicians was eighteen years; consequently, La Fleur is about twenty 
years old or more when he becomes Yorick's servant. 
   The first day in Paris, Yorick walks forth into the streets  'without any determination 
where to go'  (68). He walks into a shop whose grisset he finds is  'the handsomest' (70) in 
order to ask how to go to the Opera Comique. There, he counts her throbs one by one, hiding 
his sexual excitement. He sweeps away the questions of conduct and insists that his conduct is 
compatible with the clerical dignity of the cassock. She is a married woman, but does not seem 
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to have any children. She is supposed to be not more than thirty years old by Yorick's 
reckoning. 
   At the Opera Comique, Yorick sees a  dwarf  's view of the stage being blocked by a tall 
Garman. He later notices that there are many dwarves in Paris and recounts a dwarf episode 
that he encountered: 
        I was walking down that which leads from the Carousal to the Palais Royal, and 
        observing a little boy in some distress at the side of the gutter, which ran down the
        middle of it, I took hold of his hand, and help'd him over. Upon turning up his face
        to look at him after, I perceived he was about forty  —  Never mind, said I; some good
        body will do as much for me when I am ninety. (80) 
He is surprised to find that one person he believes to be a little boy turns out to be forty years 
old. It must be borne in mind that Yorick is so impressed by the  dwarf's age of forty. In the 
discussion ahead, I will be using this reference again. 
   An encounter with an old French officer at the Opera Comique renders Yorick a series of 
associations with Shakespeare and he stops at a bookseller at the Quai de Conti. There, he 
meets  'a young decent girl of about twenty, who by her air and dress, seemed to be  fille de 
chambre to some devout woman of fashion'  (87). It is easy to determine Yorick's sexual desire 
for the young maid in this  fille de chambre episode. Rebecca Gould, a critic, however, interprets 
him as a platonic man: 
        During the intimate meetings between the young maid and Yorick, he has difficulty 
        in avoiding the passivity which possesses him in the presence of a woman. When 
        the maid takes the initiative, Yorick responds with platonic gestures rather than 
        with typically masculine ones, demonstrating his need to borrow power from 
        another man and his inability to grasp it on his own.' 
My point, besides the Platonism of Yorick, is rather closer to what Eve K. Sedgwick calls 
 `consanguinity': this being Yorick's father figure to the 
young  fille de chambre. Yorick 
worries about the young virgin's fragility as if he were her father:  'I see innocence, my dear, 
in your face — and foul befal the man who ever lays a snare in its way!' (89) His father figure 
becomes clear cut in the Maria episode. He seeks Maria, a demented beauty, in the footsteps of 
Tristram and finally finds her sitting under a poplar. After a brief sentimental time with 
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Maria, Yorick resumes travelling for Italy and draws a sketch of her: 
           Maria, tho' not tall, was nevertheless of the first order of fine  forms—affliction 
        had toutch'd her looks with something that was scarce earthly — still she was 
        feminine —and so much was there about her of all that the heart wishes, or the eye 
        looks for in woman, that could the traces be ever worn out of her brain, and those 
        of Eliza's out of mine, she should not only eat of my bread and drink of my own  cup, but 
        Maria should lay in my bosom, and be unto me as a daughter. (154) 
Maria also seems to be around twenty years old. 
   Yorick notes the memory of some women he has encountered in Paris. One of them is the 
grisset from whom he buys a pair of ruffles. He is indignant with the master of the hotel who 
has sent her to his room. Therefore, he does not look at her face well: consequently, he does 
not portray her. The others are the two women who give alms to the beggar whose begging 
technique interests Yorick. He gives a brief sketch of them: 
           The lady next me was a tall lean figure of a woman of about thirty-six; the 
        other of the same size and make, of about forty; there was no mark of wife or
        widow in any one part of either of  them  — they seem'd to be two upright vestal 
        sisters, unsapp'd by caresses, unbroken in upon by tender saltations. (142) 
He sketches them in darkness, but estimates their ages to be about thirty-six and forty years 
old. However, his major concern is the beggar's begging technique. He has a less intimate 
connection with these women than those whom I have referred to already. 
   Yorick stays in Paris for a few of months. He, however, becomes sick of  'the children of 
Art' and then heads for Southern France through the Bourbonnois in the height of the crop 
season. It is here that he sees the working peasant class and the tone of his narrative sharply 
rises: 
           I never felt what the distress of plenty was in any one shape till  now—  to travel 
        it through the Bourbonnois, the sweetest part of  France  —  in the hey-day of the 
        vintage, when Nature is pouring her abundance into every one's lap, and every eye
        is lifted up — a journey through each step of which music beats time to Labour, and
        all her children are rejoicing as they carry in their  clusters  — to pass through this
        with my affections flying out, and kindling at every group before me — and every
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        one of 'em was pregnant with  adventures.  (149) 
The high-spirited Yorick meets Maria in Moulins and drops in at a peasant's house with the 
remain of  'a riot of the affactions' (155). He shares a homely meal with a peasant family and 
see them dance to the vielle's music. He portrays the family:  [t] he family consisted of an old 
grey-headed man and his wife, with five or six sons and sons-in-law and their several wives, 
and a joyous genealogy out of  'em'  (157), and  [t] he old man had some fifty years ago been 
no mean performer upon the vielle'  (159). Therefore, this head of the large peasant family is 
safely inferred to be around seventy years old. And what is interesting in this peasant family 
episode is that Yorick feels as if he were  'a son of the family' (158). Yorick takes it upon 
himself to play the role of father to the  fine de chambre and Maria who are both around twenty 
years old, and there is, as Sedgwick points  out,' the parternalistic relationship between 
Yorick and La Fleur who is also around twenty years old. Leaving aside for the moment the 
matter of the paternalistic connection, let me go on to the concluding section of A Sentimental 
Journey. 
   At an inn near Modane, Yorick shares a room with a gentlewoman and her servant-maid. 
They are described as follows:  [t] he lady was a Piedmontese of about thirty, with a glow of 
health in her cheeks. — The maid was a Lyonoise of twenty, and as brisk and lively a French 
girl as ever moved' (162). Yorick titles the concluding chapter  'The Case of Delicacy' and 
he, aware of his sexual excitement, cannot sleep at all in the delicate and erotic situation of 
sharing the same room. His patience wears out and he finally cries,  '0 my God!' (164) The 
Piedmontese immediately replies,  'You have broke the treaty, Monsieur' (164). She is also 
sexually aroused and is awake for hours. The reader is made aware that both man and 
woman, inclusive of cleric men, are sexual beings. A Sentimental Journey ends with the famous 
dramatic tableau that freezes Yorick with his hand outstretched. 
   In my argument above, there are three points to be made. The first is that Yorick plays 
the father role toward La Fleur, the  file de chambre and Maria who are all around twenty 
years old. Secondly, he feels as if he were a son of the old peasant of about seventy years. 
Finally, he conducts himself as a virile man toward Madame de L***, the grisset of the gloves 
shop and the Piedmontese who are around thirty years old. Consequently, Yorick's age in the 
Sentimental Journey can be inferred to be forty or more from these references. Yorick is 
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surprised to find out that the dwarf, whom he thought was a young child, is forty years old; for 
that made him and the dwarf very similar in age. 
   In what follows, I shall examine the so-called tie between A Sentimental Journey and Volume 
VII of Tristram Shandy. It was once understood by many critical annotators that the Sentimental 
Journey was closely tied to Volume VII of Tristram Shandy, but recently critics agree that 
 `Volume VII of Tristram Shandy', in  Vivi  e  s's words,  `which appeared with Volume  Ell on 23 
January 1765, can be seen, along with other passages dotted through the work, as the 
harbingers of A Sentimental  Journey'.19) The point here seems to be that what matters is not the 
connection or tie, but the relationship between the two works. 
   Retracing Tristram's steps in the search for Maria, Yorick notes of Tristram Shandy and 
Yorick's own Quixotic sentiments: 
           The story he [Tristram  Shandy] had told of that disorder'd maid  affect'd me 
       not a little in the reading; but when I got within the neighbourhood where she 
        lived, it returned so strong into my mind, that I could not resist an impulse which
        prompted me to go half a league out of the road to the village where her parents 
        dwelt to enquire after her. 
 •Tis going
, I own, like the Knight of the Woeful Countenance, in quest of 
        melancholy  adventures  — but I know not how it is, but I am never so perfectly
        conscious of the existence of a soul within me, as when I am entangled in them. (149) 
Yorick refers to Janatone in a Montriul episode. Tristram has introduced her into his 
travelogue in Volume VII of Tristram Shandy. The chapter on Janatone in Volume  VII serves as 
evidence that Yorick has read some of the travel accounts written by Tristram Shandy. Steve 
Shankman regards these travel accounts as Volume VII of Tristram  Shandy.m This is, however, 
impossible because Sterne recalls the events of the Sentimental Journey in 1762. Yorick here 
identifies himself as  'the Knight of the Woeful Countenance' or Don Quixote. He has 
undoubtedly read Don Quixote as well and has known its highly complex narrative structure. 
The Don discovers in Volume II of Don Quixote that someone has written his life story, which is 
really Volume I. He knows that he is a literary creation and becomes conscious of the author. 
Don Quixote is the self-conscious protagonist. Yorick in the Sentimental Journey is also a literary 
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creation, but he is not aware of it because he is the narrator of the work; if he were conscious 
of himself as a literary creation, he would not be able to narrate the work of fiction which he is 
in the process of creating. 
   Yorick is born in Tristram Shandy and is also buried upon his death. Death is ubiquitous in 
this narrative, and at the time when Tristram narrates the story, all the characters except 
himself have already died. On the other hand, Yorick in A Sentimental Journey is a literary 
creation, that is to say, he is not incarnated; consequently, he is young and potent, as well as 
being free from death. He is able to do anything he wants to.
   In the opening section of the Sentimental Journey, Yorick deplores the Droits d'aubaine as 
the ungenerous act:         
. . . had I died that night of an indigestion, the whole world could not have 
        suspended the effects of the Droits  d'aubaine—my shirts, and black pair of silk 
        breeches — portmanteau and all must have gone to the King of France — even the
        little picture which I have so long worn, and so often told thee, Eliza, I would carry
        with me into my grave, would have been torn from my neck.—Ungenerous! (3)
Yorick tells elsewhere that he met Eliza and fell in love with her three months ago: had 
lighted it up afresh at the pure taper of Eliza but about three months before'  (58). He also 
depicts Father Lorenzo as a Bramin:  'it  [Father's  countenance] would have suited a Bramin' 
 (8).  'Eliza' and the  'Bramin' strongly suggest Continuation of the  Bramine'  s Journal which is 
written 'under the fictitious Names of Yorick & Draper'  (169). While he is trying to translate 
an old French story into English in his hotel room, he also writes to Eliza and his old friend 
Eugenius. These seem to point out the direct connection between the Yorick who narrates the 
travels and the one who writes a sentimental journal to Eliza. However,  Branime'  s Journal takes 
place in 1767. To fill this chronological gap, Yorick in the Sentimental Journey has to fill a space 
of five years. 
   In a conversation with Maria, Yorick makes her recall Tristram's earlier encounter with 
her:  [w] hen Maria had come a little to herself, I ask'd her if she remember'd a pale thin 
person of a man who had sat down betwixt her and her goat about two years before?' (152) 
 `Tristram' s "dialogue with death" and flight to France is dated' 1764, according to Duncan
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Patrick,  'by an allusion to the suppression of French Jesuit'  21) This blurs the chronological 
order of Yorick's and Tristram's encounters with Maria. Therefore, in this case, Yorick must 
fill a gap of four years. 
   There is another work attributed to  ̀ Mr. Yorick' in addition to A Sentimental Journey: this is 
The Sermons of Mr. Yorick. Yorick in the Sentimental Journey never forgets to refer to  Sermons and 
the historical fact that its publication under the name of Yorick caused furore in the Church:         
. . . inasmuch as one of the first of our own church, for whose candour and paternal 
        sentiments I have the highest veneration, fell into the same mistake in the very 
        same case. —"He could not bear," he said, "to look into sermons wrote by the king 
        of Denmark's jester." — Good, my lord! said I — but there are two Yoricks. The
       Yorick your lordship thinks of, has been dead and buried eight hundred years ago; 
        he flourish'd in Horwendillus's court — the other Yorick is myself, who have
        flourish'd my lord in no court — He shook his  head— Good God! said I, you might as 
        well confound Alexander the Great, with Alexander the Copper-smith, my lord  — 
        ‘Twas all one, he  replied—(112) 
The Sermons of  Mr. Yorick was published in 1760; therefore, Yorick's mention of Sermons is 
historically congruous with its publication. The chronological framework favours the 
perspective that the Yorick who travels and the Yorick who preaches are closely linked; 
however, the reading of Sermons and that of the Sentimental Journey never erase what John M. 
Stedmond calls the  'discernible gap' between the two Yoricks. 
   Finally, I shall examine Walter Shandy and Eugenius. They and Yorick in Tristram Shandy 
look similar in age. Walter is born around 1663, somewhere between 1658 and 1668. Eugenius's 
date of birth and his age are not stated anywhere in the text. There is no doubt that he is 
Yorick's best friend. As I have noted, Yorick died around 1748 in Tristram Shandy. It is not his 
wife, who has taken away the merit of his act of charity, but Eugenius whom Yorick chooses 
to see and talks with on his deathbed. Therefore, it can be safely said that Yorick and 
Eugenius are similar in age. 
   Yorick in the Sentimental Journey is well versed in Walter's obsession with theory. He 
recalls Walter's eccentric logic about the children's growth in Paris:         
. . . but I remember, Mr. Shandy the elder, who accounted for nothing like any body 
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        else, in speaking one evening of these matters, averred, that children, like other 
        animals, might be increased almost to any size, provided they came right into the 
        world; but the misery was, the citizens of Paris were so coop'd up, that they had
        not actually room enough to get them —I do not call it getting any thing, said  he  —
         `tis getting nothing  —  Nay, continued he, rising in his argument,  'tis getting worse 
        than nothing, when all you have got, after twenty or five and twenty years of the 
        tenderest care and most nutritious ailment bestowed upon it, shall not at least be as
       high as my leg. (80) 
Walter's theory seems to come from his own observation, because his remarks on dwarves in 
Paris is recast in the context of a series of observations of the travellers like  [a] medical 
traveller',  `a splenetic one' and  `an inquisitive traveller' (79). Walter, as a Turkish merchant, 
has no doubt been to Paris, and his last visit to Paris probably takes place when he 
accompanies his son Tristram on his Grand Tour. If Tristram sets out for the Continent when 
he is twenty years old or less, Yorick's memory of Walter's speech on Paris dwarves is at least 
twenty-five years old. Yorick in the Sentimental Journey is about forty years old; therefore, 
Yorick is around fifteen years when he first comes to terms with Walter's dwarf theory. It is 
incredible that the young Yorick, before entering the Church, has been introduced to this 
theory. 
   In the Sensorium episode of the Sentimental Journey, Yorick thinks of Eugenius that 
 [t] ouch'd with thee  [Sensorium], Eugenius draws my curtain when I languish—hears my tale 
of symptoms, and blames the weather for the disorder of his nerves' (155). This memory of 
Eugenius reminds the reader of the sentimental scene of Eugenius and the dying Yorick. 
Yorick the narrator of the Sentimental Journey, however, cannot use this scene in order to 
demonstrate the continuity of Eugenius from Tristram Shandy to A Sentimental Journey, because 
Eugenius sees Yorick close his eyes in the first work. 
   Yorick the traveller writes to Eugenius in Paris. Eugenius in the Sentimental Journey is not 
identical with the one who attends Yorick's deathbed. As I have shown earlier, Yorick and 
Eugenius are nearly of the same age; Eugenius is about one hundred years old in 1762 when 
the Sentimental Journey takes place. 
   In these arguments above, the points are that Yorick in the Sentimental Journey is around 
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forty years old, a young and potent literary creation and that there is no textual continuation 
between A Sentimental Journey, Volume  VII of Tristram Shandy, The Sermons of Mr. Yorick and 
Continuation of the  Bramines Journal. The Yorick who writes about his travels are free from the 
ones who preach and write the sentimental journal to Eliza. He is able to do whatever he 
wants to by filling the chronological gaps. To put it differently, Yorick in the Sentimental 
Journey is a healthy person with manly energy. 
   Laurence Sterne could enjoy a brief return of his health while he was composing A 
Sentimental Journey, as Rufus Putney shows. According to Putney,  'Sterne had been 
desperately ill in the spring of 1767, and by the autumn's end he had exhausted his slender 
reserves of stamina, but during most of the period of composition his health was better and his 
spirits more buoyant than they had been for years.' In the opening section of A Sentimental 
Journey, Yorick discusses the close connection between the physical and psychological 
conditions: 
           When I had finish'd my dinner, and drank the King of France's health, to 
        satisfy my mind that I bore him no spleen, but, on the contrary, high honour for the 
        humanity of his temper—I rose up an inch taller for the accommodation. (5) 
Sterne's temporary improved health seems to make it possible to create Yorick who is healthy 
and free from the old relationship. Martin C. Battestin calls Yorick  'his  [Sterne's]spokesman 
and alter  ego',' and Christopher Nagle  `Sterne's authorial alter ego'  24) R. F. Brissenden puts 
it that  `Yorick indeed eventually seems to have escaped from his creator and to have assumed 
a life of his own'a life which was originally modelled on Sterne's and to which the writer seems 
also to have adapted himself'  .25) However, Yorick is better known as Sterne's literary creation 
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